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INTRODUCTION
One consequence of the much documented rise of nativist nationalism in Taiwan over the last decade or more has been the extent to which certain cultural traits which are not unique to Taiwan have been co-opted into a discourse of 'Taiwaneseness'. One example of this is Hokkien-a dialect spoken not only in Taiwan, but also throughout Southeast Asia and in parts of the People's Republic of China (PRC). In Taiwan, Hokkien has emerged as arguably the most important symbol of the pro-independence movement, and is known simply as Taiyu-'Taiwan's language'. It is to this dialect that Taiwanese politicians turn when they seek to present their credentials as 'true believers' in the island's independence. And it is to the films made in this dialect by the 'New Cinema' directors that many scholars turn when trying to make sense of 'local' Taiwanese identity.
Yet there has been surprisingly little effort to either deconstruct the process by which Hokkien has been 'localised' in Taiwan, or to examine the irony of the fact that this most Taiwanese of linguistic symbols has had a very non-local history. The long-standing trade in Hokkien cultural products across national borders, for instance, appears to have largely escaped the attention of the academy. Instead, we find numerous literatures which, at some points, overlap, but which tend to take a parochial focus on the dialect, and the people who speak it, in respective societies. In Southeast Asia, for example, we find a historiography of a folklore that originates in that province. 3 In studies of Taiwan, we invariably find a literature concerning a language.
Moreover, in the study of cultural expression in Hokkien throughout all these different societies, there is a general academic tendency to concentrate on either 'traditional' art forms (usually meaning those which find their origins in the pre-modern era) or, in keeping with a
Frankfurt-School-inspired disdain for commercialisation, only those art forms which are commercially unsuccessful within Hokkien-speaking societies themselves (such as the films of Taiwan's New Cinema directors). This has resulted in a dearth of English-language scholarship on commercial Hokkien popular songs, television programmes and advertisements, or in the relegation of such products to the footnotes of studies concerning political developments within Hokkien-speaking societies. 4 Yet, as I hope to show in this paper, it is precisely in the commercial entertainment industry that we can trace the rise, decline and renaissance of Hokkien cultural expression in Asia over the last half century. And it is the very international nature of this entertainment industry that enables us to look at the ways in which Hokkien has moved across national borders, rather than simply within a Taiwanese television industry, a Chinese film industry or a Malaysian music industry.
In this paper, therefore, my aim is twofold. On the one hand, I am asking why and how
Hokkien as a medium of song, film and television has, internationally, now largely become the preserve of Taiwanese nationalism. On the other hand, I am asking whether or not we can speak of a transnational, 'pan-Hokkien' cultural industry, in the same way that some scholars have defined and studied a 'pan-Cantonese' cultural industry. 5 Further, how might an attempt to sketch a brief history of a such an industry prompt us to rethink not only the very political nature of the use of Hokkien in Taiwan, Southeast Asia and the PRC today, but also the wider cultural relationship between these different societies? 
HOKKIEN, TAIWANESE AND AMOY DIALECT
At the outset, it is perhaps necessary to define what is meant by the term Hokkien. In much of English-speaking Southeast Asia, the term 'Hokkien' (despite literally meaning 'Fujian' in the dialect that bears its name) refers specifically to a variety of the Min dialect group, Min being one of the major dialect groups into which linguists have split the languages of China. 6 Reflecting the fact that this dialect has a very different significance in different contextsdifferences reflected in some of the ways I looked at above-Hokkien is known by different names in others parts of the world. Most noticeably, in Taiwan, where Hokkien is spoken by over 70% of a population of over 23 million, the dialect is almost universally referred to as 'Taiyu' (literally 'Taiwanese'). Whilst the appropriation of the dialect into a discourse of 'Taiwaneseness' throughout the course of the 20 th century is of relevance to some of the issues I shall be examining below, it will suffice at this stage to note that, despite some differences in vocabulary and accent, Taiyu is essentially Hokkien by another name.
Similarly, in the PRC, the term Minnanyu (literally 'Southern Min') is used, while historically, the term Xiayu or Xiamenyu-literally, 'the language of Xiamen', but most often rendered in English as 'Amoy dialect' 7 -has also been employed at different periods. More importantly, in Taiwan, the only society in which there remains an industry of any note dedicated to the production of songs, television programmes and, to a much lesser degree, films in Hokkien, the popular culture which has developed around this dialect is not merely distinguished from entertainment in other dialects and languages linguistically. Rather, Taiyu has taken on a significance that goes beyond language, such that Taiyu films, songs and television programmes are now differentiated from songs in other dialects by the style in which they are sung, the people who perform them, the market they enjoy and the entire culture that surrounds them. Hokkien (i.e., as Taiyu) has become equated with an entire aesthetic and style of cultural expression.
In much of the literature concerning contemporary Hokkien popular culture in Taiwan the origins of this link between the dialect and a particular style or aesthetic are never questioned.
It is almost universally accepted that, as Hokkien is the language of 'the people' (as opposed to Mandarin, the 'language of the state'), the products made in the dialect reflect a style that is modest and less glamorous. Whilst the glamour of the mainstream Mandarin music scene in Taiwan and its Hong Kong on-screen contemporaries is often described as false or forced, it is just as equally assumed that Hokkien singers reflect a genuine sincerity. On album covers and television screens, Hokkien-speaking celebrities are invariably portrayed as anything but glamorous, as the children of difficult upbringings in urban 'underworld' or rural settings.
While the international stars of Hong Kong cinema and Mandarin pop advertise luxury items, the local stars of Hokkien song and drama advertise karaoke machines and alcohol.
But why is this the case? Has this dialect always been associated with a particular lifestyle and culture? In order to answer such questions, it is necessary to look back to what might be identified as the 'golden age' of both Hokkien popular music and film in Asia-the mid1950s through to the mid-1960s-a period which, as we shall see below, set many of the standards that continue to define Hokkien popular cultural production today.
10 Tan Chee-Beng, 'Socio-cultural diversities and identities', in Lee Kam Hing and Tan Chee-Beng (eds.), The Chinese in Malaysia (Kuala Lumpur: Oxford University Press, 2000), p. 46. In urban Southeast Asia, the end of Japanese occupation also allowed for greater cultural interaction with China and amongst Chinese communities around the region, while the rubber boom of the early 1950s led to greater spending power amongst sections of the middle class.
THE POST-WAR HOKKIEN WORLD
The results were seen in the amusement parks of Singapore and Malaya, where live performance in the form of getai-modern, Shanghai-inspired stage shows-was reaching a peak by the early 1950s. 16 As we shall see below, it was from getai that many of the celebrities of Hokkien entertainment would emerge, and it was amongst the amusement-parkgoing Hokkien crowds of Southeast Asia that such an industry would find a market. 13 The most thorough study of this community's origins and fate is Gregory Elliott Guldin, '"Overseas" at home: which had been set up by Hokkien-speaking sojourners from China living in Hong Kong. By the mid-1950s, these and other companies were together producing dozens of Amoy-dialect films each year. By the end of the decade, the industry had become so lucrative that even the Shaw Brothers had become involved in making a handful of films in Hokkien.
AMOY-DIALECT FILMS
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Receiving no government backing, Amoy-dialect films were completely market-driven. This meant that companies sought not only to produce films that would appeal to the largest possible market of Hokkien speakers, but also meant that they sought the lowest possible production costs. This is perhaps one of the reasons for the initial trend towards the production of 'opera films'-something which was witnessed in both Hong Kong and, a few years later, in Taiwan-which essentially involved the filming of Hokkien opera 17 As the Singapore film financier and distributor Goh Eng Wah has noted, the fact that many members of this itinerant Fuijianese population in Hong were looking for work meant that Amoy-dialect films were essentially cheap to produce. There was always a steady stream of people willing to write songs, act as extras and play music for soundtracks. 'Interview with Goh Eng Wah', 7 July 1997, Oral History Collection 1907 (Reel 9), National Archives of Singapore. 18 The names of some of these smaller studios displayed a very clear dedication to the production of films specifically for Hokkien reception: Minsheng literally meant 'the sound of Fujian'; Hua Xia 'Chinese Xiamen '. 19 Raphaël Millet, Singapore Cinema (Singapore: Editions Didier Millet, 2006), pp. 56-60. performances. 20 This saw a number of traditions associated with Hokkien opera, not least that of the khau-tiau-a 21 -sad, 'tear jerking' melodies and plots-becoming central features of commercial Hokkien production.
But the early dominance of these opera films also reflected the 'deterritorialised' nature of the industry. Being based on a traditional performing art, and on plots drawn from the Chinese classics and Fujian folklore, Amoy-dialect opera films were accessible to Hokkien speakers throughout Asia. The fact that such films largely avoided reference to contemporary political or social issues also meant that government interference (in Taiwan, Hong Kong and Southeast Asia) remained minimal in the early years of this genre, 22 and may explain why at least some Hong Kong-produced Amoy-dialect opera films were exhibited in post-1949
Fujian.
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By the late 1950s, however, a whole range of sub-genres of Amoy-dialect films were being produced, from costume dramas to urban melodramas and comedies. Many of these began to reflect the realities of life in different parts of the Hokkien diaspora, and marked a distinct move away from on-screen reproductions of operas or Chinese myths. The financial challenge of post-war life in Hong Kong's 'Little Fujian' and working-class Malaya; the cultural differences between modern urban centres such as Hong Kong, Taipei or Singapore and rural village life in Fujian; and the changes that were being wrought by political and economic developments throughout the region-these were all themes that began to be explored in some depth by the late 1950s. Like Cantonese and Mandarin films of the day, Amoy-dialect films also began to appeal to a distinctly middle-class audience, depicting a
Hokkien-speaking world of white-collar workers, nightclub hostesses and 'modern' couples who shuttled back and forth between Hong Kong, Singapore, Manila and Taipei. 20 The point concerning the low production costs of Hokkien opera films produced in Taiwan 28 The public persona of one of Sio Kwan's contemporaries, Chuang Hsueh-fang, was similarly linked to a poverty-stricken childhood. 29 Such stories were often reflected in the very characters that were played on screen-the struggling songstress or actress of rural upbringing being a common character for both the above-mentioned artistes.
The Amoy-dialect films also set a precedent in terms of a lack of originality, or rather, a tendency to borrow story lines, songs, studios, and indeed entire films, from the Cantonese or 
HOKKIEN POPULAR CULTURE IN TAIWAN
Whilst the Amoy-dialect films of Hong Kong represented the first major form of massproduced, commercial Hokkien entertainment, they also inspired creative endeavours in others parts of the world. Most importantly, the increased market for Amoy-dialect films in 1950s Taiwan led directly to local Taiwanese directors and producers trying their hand at the production of Hokkien films. It is no coincidence that the first Hokkien film to be made in Taiwan was shot in 1955, just as the Amoy-dialect opera films were reaching a peak. Nor is it any coincidence that Taiwan-produced Hokkien films, like their Hong Kong-produced cousins were, at first, inspired largely by Hokkien opera, before branching out into other genres.
Most cultural historians identify Taiwan-produced Hokkien films from the Xiayupian genre by referring to such films as 'Taiyupian'-'Taiwanese language films'. Yet it is significant that from the mid-to late 1950s, the distinction between the two was far from clear. Amoydialect films were advertised in Taiwan-one of their largest markets-not as 'Xiayupian' but as Taiyupian, just as Taiwan-produced films were. Equally, films that are now identified as being genuine Taiyupian were distributed as Minnanyupian (Films in southern Min) in parts of Southeast Asia. Whilst such differences may reflect, above all, marketing preferences amongst film distributors and exhibitors, they also suggest that the boundaries between the two were largely irrelevant when it came to Hokkien-speaking audiences. Hokkien films of both Hong Kong and Taiwan origin competed for the same Hokkien markets. 
Fan.
34 There were also instances of Hong Kong-and Taiwan-based companies cooperating in starting courses in acting for Hokkien performers, in casting and in producing films. 35 So although it is clear that Taiwan-based producers of Hokkien films were at one level competing with Xiayupian in both Taiwan and Southeast Asia, there was also a good deal of movement and cross-fertilisation between the two. Indeed, it could well be argued that the Hokkien entertainment industry in this early period was one that had no single centre, but revolved around three centres of production: Hong Kong, Taipei and, to a lesser extent,
Singapore.
Yet there were differences between the ways in which Hokkien was brought to the screen in Hong Kong and Taiwan, and these reflected differences in the historical and political situation in Taiwan and Hong Kong, as well as the changing nature of Hokkien-speaking markets. For example, unlike the Amoy-dialect films, Taiyupian were the product of Fujianborn intellectuals who had moved to Taiwan prior to 1949, 36 as well as Japanese-trained
Taiwanese who had returned to the island after the end of the Second World War. Individuals such as the film director He Jiming and the song-writer Yang Sanlang-who penned the music for many Taiyu films and whose popular songs inspired the storylines of a number of others-were instrumental in bringing skills and ideas learnt in Japan to Hokkien cinema and music in Taiwan. As we shall see below, the influence of Japanese popular culture would begin to assert itself by the early 1960s in Taiwan-produced Hokkien products.
Nevertheless, many of the same standards that had been set in the Hong Kong-produced Amoy-dialect films again came to dominate the Hokkien entertainment industry in Taiwan.
Taiyupian developed a reputation for being highly predictable and of poor quality compared Hokkien music and film became even more blurred in Taiwan than it had been in the Amoydialect films, the two being virtually inseparable for much of the 1960s, with Hokkien actors turning to the recording of popular music, and singers trying their hand at acting. And within the wailing tones of Hokkien enka tunes that were entering Taiwan via the above-mentioned 'hybrid songs', the tradition of the khau-tiau-a that had been first brought to the screen in the Amoy-dialect opera films came to be perfected in 1960s Taiwan.
Yet despite criticism of poor quality and predictability, both Taiwan The decline of the Amoy-dialect films left much of the Southeast Asian Hokkien market open to Taiwanese companies and investors. Yet it also meant that Taipei suddenly found itself to be the only place in which mass, commercial Hokkien entertainment was being produced in any volume, and this began to show in the sorts of films and songs that were being produced.
The very names of many of the Hokkien films that were produced in Taiwan 
THE ASCENDANCY OF MANDARIN AND THE POLITICISATION OF HOKKIEN
Whilst it is true that the Chinese Nationalists had long been suspicious of popular culture in dialects, 42 and that they had tried to restrict the everyday use of Hokkien on Taiwan since 1948, it was not until the mid-to late 1960s that this began to influence the production of films and music in this dialect. shek-a campaign in which Chinese 'high culture' was promoted at the expense of what were seen as a regional and divisive 'local' cultures-any form of cultural expression in Hokkien became subject to both control and official dissuasion. 45 The suppression of Hokkien popular culture (together with the concurrent promotion of Mandarin and Chinese 'high culture' on Taiwan, and the rise of the commercial Mandarin entertainment industry) also coincided with the introduction of television in the mid-1960s.
This was a media that, by virtue of its ubiquity and ability to influence a far wider audience than film or recorded music, was closely monitored by the Nationalist authorities. It is no coincidence that while there had never been restrictions on the number of hours a cinema could devote to the exhibition of Hokkien films in Taiwan, there were restrictions on the amount of time (no more than a single hour per day for each channel) that could be spent broadcasting dialects on Taiwanese television from the early 1970s onwards.
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The introduction of such broadcast policies did not completely destroy Hokkien cultural production. There remained a marginal market for Hokkien soap operas on Taiwanese television, a small number of Taiyupian were still made during the 1970s, and singers continued to record songs in Hokkien. Yet in all these instances, there could be little comparison with the vibrancy of the era between the late 1950s and mid-1960s. As a result, many people who had started their careers in Hokkien cultural production switched to Mandarin, or left the industry altogether.
Another effect of restrictions on the broadcast of Hokkien during this period was the ascendancy of live performance. Indeed, it was only by performing live that many Hokkien singers were able to make a living. As such, Hokkien came to be largely associated with the nightclubs and bars around Taiwan in which it was performed. This, in turn, saw Hokkien popular music come to be associated with the underworld and the margins of Taiwanese 45 As Allen Chun has suggested, this was closely linked to the events of the Cultural Revolution in China; the Nationalist regime was keen to present itself as a protector of China's 'great traditions' while these very same traditions were being destroyed on the mainland. Allen Chun, 'From nationalism to nationalizing: Cultural imagination and state formation in post-war Taiwan succeeded in erasing not just much of Hokkien popular cultural production itself, but also the social memory of such production.
THE HOKKIEN RENAISSANCE OF THE 1990S
The cultural and political developments that occurred in Taiwan during the 1980s, and which led to the lifting of martial law in that country in December 1986, have been examined in great depth elsewhere, and need not be repeated in detail here. 59 Yet it is relevant that the political move away from the sinocentrism of earlier decades which occurred in tandem with democratisation on Taiwan had all kinds of ramifications for Hokkien cultural production in 55 Chua Beng Huat, Life is Not Complete without Shopping: Consumption Culture in Singapore (Singapore:
Singapore University Press, 1993), p. 161. 56 What is most interesting here is that Hokkien was traditionally not a language solely of the working class on the Malay Peninsula. Hokkien-speaking migrants to Southeast Asia were, in fact, more closely associated with trade than with manual and rural labour. the 1990s. Indeed, as I mentioned at the beginning of this paper, Hokkien lay at the very heart of the so-called 'localisation movement' (bentuhua yundong), insofar as it was identified as being the 'local' language of the island. And Hokkien has since emerged as a symbol for many of the same groups that promoted a greater awareness of local culture and history in the first place.
The shift towards a more open society that emerged alongside localisation not only resulted in the lifting of media bans and restrictions on the broadcast of Hokkien in Taiwan, but also translated into official encouragement for the use of a dialect during the years of the Lee Teng-hui presidency. Furthermore, the introduction of new media technologies, most noticeably cable television and karaoke, provided new means by which Hokkien songs, films and other art forms could be produced and marketed. This coalescence between political reforms, cultural change and technological advances gave rise in the 1990s to a renaissance in Hokkien cultural expression, and a revival of the hitherto moribund Hokkien entertainment industry. Indeed, by the mid-1990s, Hokkien was being heard everywhere on Taiwan, and the production of Hokkien cultural products was reaching levels it had not seen since the late 1950s.
In the rush to rediscover, reinvent and remarket Hokkien in the 1990s, however, Taiwan's entertainment industry faced a problem. On account of the substantial damage that had been rendered by the broadcast restrictions of earlier decades, there were few immediate local precedents upon which record companies and television stations could rely in the search for inspiration and talent. The result was that the late-1950s to early 1960s, being the last major period of Hokkien cultural production, were called upon to provide the standards by which the Hokkien popular culture industry could define itself in post-martial law Taiwan.
This tendency to find inspiration in the post-war decades could be found in almost all spheres of cultural production. On Taiwanese television screens in the 1990s, audiences were treated to unabashed nostalgia for a pre-industrial, Hokkien-speaking world of the early post-war period.
60 A substantial proportion of Hokkien television dramas that were produced in 1990s Nostalgia', [178] [179] [180] In music, also, Taiyuge have often been critically derided for their tendency to build on a limited and highly predictable set of lyrical and musical clichés. Indeed, the belief amongst sections of Taiwan's cultural elite that Hokkien popular songs were of a poor standard was revealed at Taiwan for encouraging the creation of a cross-Strait community of Hokkien-speaking consumers who are, ironically, extremely 'Tai' in their tastes.
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There are recent signs, however, that things may be changing, for in one of the many ironies that have shaped the history of modern Hokkien cultural production, the very songs and television programmes that have been held up by enthusiastic nativist politicians in Taiwan who oppose greater rapprochement across the Taiwan Strait are now finding a market of significant size in communist China. In other words, the nativist renaissance on Taiwan has resulted not only in louder calls for political independence for Taiwan, but also, conversely, in greater levels of cultural interaction between Taiwan and southern Fujian.
Even more significant is the fact that the consumption of this resurgent Hokkien popular culture in Fujian has led to a rediscovery of a transnational history of cultural production in the one part of the Hokkien-speaking world (i.e., Fujian) that was largely cut off from this industry in its 'golden years'. Inspired by events on the other side of the Taiwan Strait, and vastly different societies, while playing down the different traditions that have developed within popular cultural production in and between these societies.
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The problem with such an approach is that it has seen forms of popular culture which emanate in Hong Kong and Taiwan, but which do not resemble GangTai culture in their development, slip between the proverbial cracks. As I hope to have shown in this paper, the commercial Hokkien entertainment industry-from the Amoy-dialect films of Hong Kong to the soap operas of today's Taiwan-did, of course, develop within the Hong Kong-Taiwan axis. Hokkien popular culture in Asia was also subject to an intricate network of influences, from gezaixi to Japanese enka music, to say nothing of the international Mandarin entertainment market which was largely complicit in the decline of dialect-based entertainment in the 1960s and 1970s. Yet Hokkien popular culture also developed along its own trajectory, one which was concurrent with but separate from the world of Cantonese or Mandarin entertainment. Indeed, when we look beyond the much-studied world of mainstream Mandarin film and music over the last half a century, we find not so much a single world of Chinese cultural production, but a set of interconnected and overlapping industries which frequently run parallel to one another, yet which just as frequently responded to quite different political, social and economic forces. Moreover, the trajectory followed by Hokkien popular culture over the last two decades has not conformed to the assumptions made about southern Chinese cultural production in recent academic studies. Though this industry first developed within the lassez-faire markets of post-war East and Southeast Asia, it has not, by and large, played a role in challenging state narratives about ethnicity and identity. However, the 1990s Hokkien renaissance, though born of commercial concerns, has been largely co-opted into a state-sponsored project of nationbuilding in Taiwan. Nor has it challenged Beijing's efforts to promote a shared history or experience across the Taiwan Strait. Indeed, in recent times, the rediscovery in Xiamen of a shared entertainment culture based in Hokkien has been used to promote cross-Strait ties. In neither case has Hokkien cultural production challenged the dominance of the state. 
